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JAMES 1. W. WEST III

A

yone who has written historical notes for a
scholarly edition has learned to spot
"glossable" references in contemporaty texts.
Philip Roth's Zuckerman Unbound, for example, will s0meday need annotations about the quiz-show scandals of the
1950s and about Charles Van Doren and Herbert Stempel,
contestants whose lives were ruined by the disclosures.
Don DeLillo's Underworldwill require a description of
Truman Capote's Black and White Ball, along with some
information about]. Edgar Hoover's cross-dressing and
his liaison with Clyde Tolson. Lee Smith's novels will need
identifications of Post Toasties and of Maurice Williams
and the Zodiacs (whose big hit song was "Stay"). And
according to Alex Ross, in a review in The New Yorker of
Bret Easton Ellis's Glamorama, readers in the distant future (should anyone still be reading Ellis) will need a flock
of footnotes to identify the novel's multitudinous quasicelebrities. The public exposes and glitter events and
rhythm-and-blues bands and minor celebs that turn up in
these narratives will all have been forgotten, or will be so
imprecisely remembered as to need annotation.
That's the position I find myself in as the editor and
annotator of the Cambridge edition of F. Scott
Fitzgerald's writings. Fitzgerald was an author grounded
in his times, and his narratives are packed with references
to contemporaty politicians, sports figures, theater impresarios, movie queens, criminals, monarchs, and war heroes, not to mention restaurants and cabarets in the New
York of the twenties, plus places and people of interest
in Europe, after he went there in 1921. His works are also
peppered with the names of other writers, serious and
popular, and with titles and quotations from their stories
and poems.
He knew where everything was at Princeton (or at
least where it had been before the war), and in his early

James 1. W. West III, Distinguished Professor of English at Pennsylvania State University, is General Editor of the Cambridge Edition
of the Works ofF. Scott Fitzgerald. His most recent book is William
Styron: ALife.1his article reprinted from '!beAmerican Scholar, Volume 69, Number 2, Spring 2000, with the kind permission of '!be
American Scholarand the author. Copyright © 2000 byJames 1. W.
West III.

54

DOCUMENTARY EDITING / September 2000

writings he frequently moved his characters across that
campus. He set other early fiction in central Manhattan of
the teens and twenties, at TIffany's and Brooks Brothers,
Delmonico's and the Yale Club, the Vanderbilt and the
Plaza and the Waldorf-Astoria-and at a great many other
places that have long since vanished from the New York
scene. And toward the middle of his career, he set some
of his best short stories in his hometown of St. Paul,
Minnesota, as it had existed during his boyhood, from
about 1900 to 1912.
The humble editor is thus presented with some problems. How much of this needs to be identified and explained? For whom should it be glossed? How thoroughly
should it be annotated? Does one engage in litenuy interpretation, pointing out how references and allusions fit
and function in the stories, or does one give only the facts?
Deciding what and for whom and how much to annotate causes some serious head scratching.
First, how much needs to be identified? How much
do people really need to know? For example, do readers
need to be told about the chariot-race sign on Broadway,
mentioned in chapter 1 of This Side o/Paradise? It's safe
to say that people who read the novel today have no idea
what the chariot-race sign on Broadwaywas. Most of these
people, all the same, probably read the novel with normal comprehension, understanding the major themes,
characters, and motives. Perhaps they don't really need to
know about the chariot-race sign.
But the reference does matter, and learning what
Fitzgerald had in mind when he used it does add something to one's understanding of the story. Amory Blaine,
the protagonist of This Side o/Paradise, sees the sign during a trip to New York City during his first year at St.
Regis', an eastern prep school at which he is unhappy. The
boys there have ostracized him for his vanity and selfabsorption, and he is a pariah. Amory goes to the city in
February to see George M. Cohan in The Little Millionaire,
a rags-to-riches musical on Broadway. Amory has been
in New York before, but always during the day. "This
time he saw it by electric light," the narrator tells us, "and
romance gleamed from the chariot-race sign on Broadway and from the women's eyes at the Astor."
One understands about "the women's eyes at the

New York's Herald Square, c. 1910. To young Amory Blaine, the protagonist of This Side
of Paradise, "romance gleamed" from the Fiery Chariot Race sign, with its twenty
thousand flashing lightbulbs. For today's readers, a scholar editing the collected works
of F. Scott Fitzgerald must explain the sign's special allure. (Broadway & 34th Street,
Photograph c. 1910, Museum of the City of New York, Byron Collection, 93.1.1.10808.
©Museum of the City of New York.)
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Astor," but why should "romance gleam" from a sign?
What was special about this particular sign? Some digging
reveals that the chariot-race sign was the largest and most
famous of the newfangled electric signs then being erected
in Manhattan. It sat atop the Hotel Nonnandie at ~ and
Broadway, overlooking Herald Square. Inspired by General Lew Wallace's best-selling novel, Ben-Hur, the apparatus was formally titled "The Fiery Chariot Race in New
York." Measuring sixty by ninety feet, it depicted the famous race from the novel, with horses and chariots and
charioteers speeding around an arena at a furious gallopan illusion created by rapidly flashing colored lights. Dust
whirls rose from beneath the horses' hoofs, and flames
belched from braziers at either side, giving a lurid glow
to the surrounding area on Broadway. Usually there was
a crowd of tourists at the spot, gawking up at the bright
tableau. It was written about in newspapers and magazines, and journalists were fond of noting details about
its workings. It employed some twenty thousand
lightbulbs that flashed twenty-five hundred times a minute;
it contained seventy thousand electrical connections and
half a million feet of wire.
But "The Fiery Chariot Race in New York" did more
than entertain tourists: it was ftrst and foremost an advertising vehicle. One could rent time on the sign, which
flashed out a series of advertising slogans along its top,
the whole sequence of ads taking about ten minutes from
start to ftnish. Thus as spectators watched the chariots and
charioteers, they were urged to buy this or that variety of
toothpaste or hair oil, or a popular brand of auto tire or
perfume or underwear.
I had fun collecting this information. I even found
several photographs of the sign. It was a predecessor of
the Camel cigarette sign that I recall from Times Square
of the early sixties (it blew smoke rings-remember?) and
of the enormous Calvin Klein billboards there in more
recent years. But does the chariot-race sign have any signillcance in Fitzgerald's novel? I think it does. Here are
some possibilities: When Amory sees it, he is miserable at
St. Regis' and has come to the city for escape. The huge,
flashing chariot-race sign must epitomize for him the glamour of New York, which both soothes and energizes him.
He decides, then and there, to make his mark on the city.
And it's signiftcant that a few years later he'll tly to score
his success, initially, as a writer of advertising slogans,
exactly the sort of verbiage that's flashing across the
chariot-race sign.
Readers will recall that Amory's ftrst and only employment in the novel is writing jingles at an ad agency.
He fails at that job and, as a consequence, loses Rosalind
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Connage, the young woman he adores. She chooses
wealth and social position over love, marrying a rich boy
named Dawson Rider. This is the ftrst statement in all of
Fitzgerald's writings of one of his great themes: the authority of money, its power to subvert genuine love and
human feeling. Because Amory has little money and cannot sell himself in the ad game, he cannot win the golden
girl. What better symbol of commerce, early in the novel,
than a looming, glittering, electric advertising sign on
Broadway--;xlired in Fitzgerald's sentence with the alluring
eyes of the women at the Hotel Astor?
Perhaps it's also important that the chariot-race sign
took its inspiration from a phenomenally successful novel,
Ben-Hur, since Amory has ambitions to be a writer. In fact,
Amory's creator, Scott Fitzgerald, sitting in the attic of
his parents' home in St. Paul and inscribing these words
on his manuscript sheet, was trying to make his mark by
writing a novel that would (and, in fact, did) enjoy a run
on the best-seller lists, just as Ben-Hur had And ftnally, for
people who savor coincidences, it's interesting that
Fitzgerald would later, while in Europe in the mid-1920s,
become friendly with the screen star Carmel Myers and
with other movie people in Rome who were ftlming the
ftrst version of Ben-Hur. He visited the movie set several
times and used material from those visits in Tender Is the
Night.
It's obvious that one can spin out the possible significance of one of these annotations to considerable length.
But how much of this belongs in a scholarly edition? How
much will Cambridge University Press allow or the reader
need? If one has dug up the information, then the temptation is strong to put it all in-and to interpret it. My
decision for This SideqfParadise, though, was to stick pretty
much to the facts, giving details about the chariot-race sign
but not mentioning Amory's job as a writer of ad copy
or Fitzgerald's visits to the Ben-Hurmovie set. Nor did I
attempt in the annotation to present the chariot-race sign
as a symbol of anything. However, as I prepared notes
for the stories in Flappers and Philosophers and Tales o/the
Jazz Age, the two volumes that follow in the series, I
changed my approach a little and began to slip in a few
hints about how a reference might illuminate a passage.
One must be careful not to explicate too much, not to
cue the reader too insistently; but a little guidance can be
useful.
How much can the editor assume that readers will
know? It all depends on who those readers are envisioned
as being. Is one annotating only for Fitzgerald specialists
and people with PhD.'s in American literature? Surely not:
Fitzgerald has a great many readers outside academe.

Then should the audience be thought of as American
readers only, or British readers as well? It makes a difference. Is the base audience composed of teachers and
academics, or graduate students, or undergraduates? Or
is one annotating for educated lay readers or, more
broadly, for people all over the world who are interested
in Fitzgerald's work? The answer, as I conceive it, is that
one is annotating for all of these audiences simultaneously,
and not least for the international readers, since Fitzgerald
has quite large followings in Europe, Asia, and elsewhere.
However, editors who address such large audiences
end up including rather many notes and identifications. This
can get you in trouble with reviewers who want something to carp about and who fix on the issue of overannotation. If you push the line and include, for example,
a note identifying Woodrow WIlson, then you risk the ire
of the reviewer who says: "Good lord, everyone knows
who Woodrow Wilson was!" The truth, though, is that
everyone doesn't. An informal questionnaire administered
recently to some bright young PhD. candidates in American Lit revealed that all of them knew Wilson to have been
a president of the United States, but only a third knew
when he had been president, and none knew that he had
been president of Princeton before he was president of
the United States-which, of course, was what interested
Fitzgerald. And there are surely many readers in Italy or
Japan or India (significant markets for these Fitzgerald
editions) who know even less about the twenty-eighth
president of our country. Therefore, I glossed Woodrow
WIlson and ducked.
If I catch some criticism, I'll have to decide how to
respond Some editors become genuinely irritated by complaints about over-annotation, and these editors strike
back. One editor friend of mine, weary of grousing from
British reviewers that he was annotating too much, included the following identification for a reference by his
author: '1esus Christ: Son of God; born Bethlehem, B.C.
00; died Jerusalem, A.D. 33." When challenged, my friend
replied quite blandly that many of his poet's contemporary readers were Muslims or Buddhists and that they
needed the help.
One must also consider the shelf life of these editions. One hopes that they will last for quite a long time,
that they will reside in library stacks for at least the rest of
the centuty, and that they will endure even longer in digital records, if paper-and-ink books eventually do disappear. One must therefore think ahead. How many readers
in 2099 will be able to identify Woodrow Wilson, much
less the chariot-race sign on Broadway? Not many.
Fitzgerald liked to make lists. Here's one I made of

references in his writings that might need glossing. How
many people today can identify Three-Finger Brown (a
pitcher for the Cubs), Robert Hugh Benson (a Catholic
apologist), Edward Carpenter (a British reformer), Ralph
Adams Cram (the architect whose ftrm designed the collegiate Gothic buildings on the Princeton campus),
Donald Hankey (a British soldier/author who served in
World War I), Daniel Florence Cohalan (an American
judge who favored revolution by the Irish), Lady Diana
Manners (an English beauty used as a model by Evelyn
Waugh and Nancy Mitford), Gaby Deslys (a dancer
known for her jewel collection and her romantic connections with royalty), or Anna Held (a headliner in the
Ziegfeld Follies, famous for her milk baths)? They're all
mentioned in Fitzgerald's early stories and novels. All were
part of the daily skin-wash of journalism and celebrity
gossip that flowed around and over his readers.
How about the following lobster palaces and rooftop restaurants in postwar New York: The Midnight
Frolic, Devinieres, Bistolary's, The Cocoanut Grove (not
the nightclub from the fifties but the one from the twenties), the Palais Royal, Montmartre, and Sans Soud? Which
of those nightspots were upmarket and which were
downscale? In which one did Gilda Gray dance the
shimmy? Did she invent the dance, or did Mae West? How,
in fact, did one do the shimmy?
Where was Brooks Brothers located in 1914? Where
on Fifth Avenue was Tiffany's in 1922? When did the Yale
Club move to its present location at Vanderbilt and 44th?
Did Stonewall Jackson really suck on lemons during
the battle of Chancellorsville? What was important about
the battle of Cooteau-Thierry, and what exactly was the
False Armistice? When did Prohibition actually go into
effect? Were Fatimas a variety of cigarettes or a brand
of cookies? How did a cut-out muffler work, and what
was a motometer? What was in bad taste about wearing
"an extreme Empire gown" to a small-town dinner party?
(Answer: too much decollete.) What was special about
Mae Murray's clothes? About Gloria Swanson's nose? Why
was it a mark of high social status to have a Manhattan
telephone number with a Rhinelander, Plaza, or Circle
exchange? And what exactly was a Prince of Wales suit?
These things keep me awake at night. Here's another.
What were the differences among the Floradora Girl, the
Gibson Girl, and the Djer-Kiss Girl? All three appear in
Fitzgerald's writings: all were models of female beauty
between 1900 and 1925, but their images were quite different, and Fitzgerald mentions them to imply things
about characters in his stories.
The Floradora Girls were popular on Broadway early
September 2000 / DOCUMENTARY EDITING
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The self-assured Gibson Girl represented
a newer woman. A generation later came
the Djer-Kiss girl, below. Her cosmetics
accented her nymphlike charm.

Changing ideals offemininity, 1900-1925. Above, the Floradora Girls,
whose hit song began, "Tell me, pretty maiden, are there any more at
home like you? I There are afew. ... " Afew married millionaires.
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in the new century. They appeared in the British musical

Floradora, which opened in New York in 1900, and they
epitomized a rather buxom ideal of female beauty. The
Floradora Girls were six in number; they wore high-collared, frilly dresses and picture hats, and sometimes they
carried parasols. At the high point of the show, they promenaded on stage with six swains in ascots and top hats,
the group singing the hit song "Tell Me Pretty Maiden."
Women in the sextette often had later successes in the
theater, or married millionaires; one of the girls in the show,
in fact, was Evelyn Nesbit, who caught Stanford White's
eye and later snagged Harry K 1haw.
The Gibson Girl was quite different. Most people
probably know a little about her: she was the creation of
the illustrator Charles Dana Gibson, whose pen-and-ink
drawings of her appeared in the old Life magazine, in
albums, on wall posters, and even on pillows and scarves.
The Gibson Girl had upswept hair, aristocratic features,
a long neck, and strong shoulders. Often she was pictured
in a high-collared shirtwaist and long skirt, with a golf
club or tennis racquet in hand. She represented something quite different from the Floradora Girl: the Gibson
Girl was a newer woman, more arch and self-assured,
slightly masculinized, confident of her place in society, and
not much impressed by the young men who pursued her.
The Djer-Kiss Girl was something else again. She appeared in magazine advertisements for Djer-Kiss, a line
of perfume and women's toiletries from Kerkoff of
Paris. The Djer-Kiss Girl, as drawn by the artist Malaga
Grenet, was epicene and nymphlike; often she was pictured applying cosmetics before a mirror. She was typical of one feminine ideal of the twenties; she had much
in common with the dancer Irene Castle, of Castle Walk
fame, who was trig and boyish, with a flat bustline,
bobbed hair, and a well-powdered nose.
Fitzgerald mentioned the Floradora Girl or the
Gibson Girl or the Djer-Kiss Girl quite deliberately in his
stories and novels. Each mention adds to atmosphere or
characterization, and each suggests a period of about eight
or ten years during which that girl was a model for female beauty. Fitzgerald must have been confident that his
readers would pick up the references, and of course they
would have in the 1920s, but they might not today. 1hat's
where the scholarly annotator must step in.
Where does one find the information for these notes?
Anywhere and everywhere-in encyclopedias and reference books, if one is lucky, but often it's necessary to locate old Baedekers or to fmd maps and train schedules
from eighty years ago. One must travel to libraries--frequently to the New York Public Library (both the main

branch at Fifth and 42nd and the Library for the Performing Arts at Lincoln Center), or to the Mudd Library at
Princeton, where the university archives are kept One telephones college alumni associations or pages through art
books in search of period advertisements. Sometimes one
hires researchers in Long Island or Minnesota to look
through historical society records, or one orders sheet
music for popular songs of the teens and twenties. And
endlessly, it seems, one spools through microfilm reels of
the New Yom Times.
Sometimes it feels like donkey work, faintly absurd
and a little declasse. Editors who annotate John Milton,
for example, get to write learned notes about biblical
scripture and English history, about the Smectymnian
Controversy and the Manichaean Heresy. An editor of
Fitzgerald, by contrast, must summarize the plot ofMary
Ware, The Little Colonel:S- Chum or explain how a detachable collar worked or tell how to play double-dummy
mah-jongg.
There are plenty of intellectually respectable allusions
in Fitzgerald: I've written glosses for Heraclitus, Hume,
and Bergson; for Samuel Butler, Samuel Pepys, and Samuel
Johnson; for Byron, Tennyson, and Wilde; for Renan,
Bourget, and Verlaine; for Trotsky and Kerensky; for the
two Aaron Burrs, father and son; and for Blackjack
Pershing and Light-Horse Harry Lee (a Princeton alum).
But nearly any academic can write competent notes on
these figures. It's a considerable challenge, on the other
hand, to gloss a tune like "I Ain't Gonna Give Nobody
None 0' This Jelly Roll," a 1919 ditty made famous by
Sidney Bechet and His New Orleans Feet Warmers. (And
do I explain the double entendre in the title?)
Speaking of double entendre, a good deal of it is created by the changed meanings of words and phrases that
Fitzgerald used in the twenties and thirties. When he describes a fifteen-year-old charmer, in one of the Basil
Duke Lee stories, as "a veteran of many affairs," he naturally means flirtations. Must the plodding editor explain
this? And what about the prom-trotter in Fitzgerald's famous tale "May Day" who, at a Yale alumni dance at
Delmonico's, is "kissed once and made love to six times"
before midnight? Try to gloss that one without appearing foolish.
There are compensations, though. Preparing these annotations gives one new respect for Fitzgerald's range of
knowledge, which extended from serious literature and
philosophy to European and American history to contemporary politics to popular music and dance to the
Broadway stage. Some of his allusions in his early works,
especially in This Side ofParadise, are faked, but he was
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young when he wrote that book. As he grew older, he
read and traveled and became a good deal more sophisticated. He turned into a magpie, picking up a great array
of knowledge and experience and using it in his fiction.
These annotations allow one to track his intellectual
progress.
Why perform this labor? Whom does it serve? One
hopes that it helps readers, that it enlarges their understanding of the novels and stories of this fine writer. Full sets
of annotations are printed in the Cambridge hardcover
editions, and shorter versions are included in the Scribner
paperbacks of the major texts. The notes are for readers
everywhere and are meant to accomplish what such notes
have always been intended to do: to help re-create the
social and popular milieu of a time, to identify literary
allusions, to explain forgotten manners and mores-to
give access to the mind and the times of the writer who

created these narratives. The notes will point scholars and
biographers in new directions; they will give critics different things to talk about. And the notes will be helpful
to teachers, who can use them to add color and detail to
their lectures---or to show off.
There are important cruxes in Fitzgerald's texts-the
dash at the end of This Side ojParadise, for example, or
the orgastic!orgiastic variant in The Great Gatsby, or the
two versions of Tender Is the Nzght-but speaking generally, one doesn't fmd the kinds of editorial interference
or bowdlerization in Fitzgerald that one fmds in Dreiser,
Faulkner, and Hemingway. It might tum out, then, that
the major contribution these Cambridge editions will
make to the study of Fitzgerald, besides gathering all of
his writings in one series, will be to annotate them thoroughly-to re-create, as successfully as such efforts can,
the intellectual and social world of Mr. Fitzgerald.

Applications for 30th Institute for the Editing ofHistorlcal
Docwnents
Contingent on funding, the thirtieth annual Institute for the Editing of Historical Documents will be held June
18-23, 2001, in Madison, Wisconsin. Jointly sponsored by the National Historical Publications and Records Commission (NHPRC), the State Historical Society of Wisconsin, and the University of Wisconsin, the Institute will
provide detailed theoretical and practical instruction in documentary editing and publication.
The Institutes have been extraordinarily productive, providing training to more than five hundred participants to date. Many of these are heading or have headed important documentary publication projects, and many
others have worked as full-time historical editors. Institute graduates also include college and university faculty, editors of state historical publications and staff editors of other publications, archivists, manuscript librarians, government historians, and graduate students from many universities. The fifteen to eighteen interns meet every morning
and most afternoons for lectures and presentations by experienced editors. Three resident advisors will be available
for consultation during the term of the Institute.
The 2001 faculty and their topics are: Michael Stevens (State Historical Society of Wisconsin), introduction
to documentary editing; Leslie Rowland (Freedmen and Southern Society Project), transcription; Esther Katz (Margaret Sanger Papers), choosing for a selective edition, selecting a copytext, promoting an edition, and fundraising;
Richard L. Leffler (Documentary History of the Ratification of the Constitution), annotation; John P. Kaminski
(Documentary History of the Ratification of the Constitution), indexing and publishing an edition; and Robert
Rosenberg (The Papers of Thomas A Edison), electronic publishing. John Kaminski, Esther Katz, and Leslie Rowland
will serve as the resident advisors.
There will be no charge for tuition. Single accommodations for the interns are provided at no cost in the
Wisconsin Center Guest House on the University of Wisconsin campus. The Guest House is run much like a hotel
and is two blocks from the State Historical Society, where the daily meetings are held.
Application to the Institute is competitive, with numerous applicants every year from all over the country.
Further information and application forms are available from the NHPRC, National Archives and Records Administration, Washington, DC 20408; phone 202-501-5610; e-mail: nhprc@arch1.nara.gov. The application deadline is March 15, 2001.
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